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Founded in 1872, the School of Music combines the intimacy and intensity of conservatory 
training with a broadly-based, traditional liberal arts education at the undergraduate level 
and intense coursework at the graduate level. The school offers degrees in performance, 
conducting, composition and theory, musicology, music education, collaborative piano, histork_. 
performance, as well as a certificate program in its Opera Institute, and artist and performance 
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Founded in 1839, Boston University is an internationally recognized private research university 
with more than 32,000 students participating in undergraduate, graduate, and professional 
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to both undergraduate and graduate students, complemented by a liberal arts curriculum for 
undergraduate students. Since those early days, education at the College of Fine Arts has begun 
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intellectual activity. 
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Symphony No. 1 in D major 
Langsam. Schleppend 
Kraftig bewegt, doch nicht zu Schnell 
Feierlich und gemessen, ohne zu schleppen 
StOrmisch bewegt 
David Hoose, conductor 
David Hoose, Professor, has been Director of Orchestral Activities in the School of 
Music since 1987. Mr.' Hoose is in his thirtieth year as Music Director of Cantata 
Singers & Ensemble, an organization whose repertoire reaches from Schutz and Bach 
to music of today. Since 1991, he has also been Music Director of Collage New Music, 
an ensemble whose musicians from New York, New Jersey and Massachusetts, 
including members of the Boston Symphony Orchestra, are esteemed exponents of 
contemporary music. For eleven years, he was also Music Director of the Tallahassee 
Symphony Orchestra. 
Mr. Hoose is a recipient of the Choral Arts New England Alfred Nash Patterson 
Lifetime Achievement Award, the Ditson Conductors Award for the Advancement 
of American Music, the Walter W. Naumburg Chamber Music Award (with the 
Emmanuel Wind Quintet), the ASCAP/Chorus America Award for Adventurous 
Programming (with Cantata Singers), and the Dmitri Mitropoulos Award at the 
Berkshire (Tanglewood) Music Center. His recording of John Harbison's Mottetti di 
Montale, with Collage New Music, was a Gram my Nominee for Best Recording with 
Small Ensemble, and his recording with Collage of Donald Sur's chamber works was 
recently released on Albany Records. His other recordings appear on the New World, 
Koch, Nonesuch, Composers' Recordings (CRI), Delos, Arsis, GunMar, and Neuma 
labels. 
Mr. Hoose has appeared as guest conductor with the Chicago Philharmonic, Singapore 
Symphony, Korean Broadcasting Symphony, Saint Louis Symphony, Utah Symphony, 
Quad City Symphony Orchestra, Orchestra Regionale Toscana (Italy), Boston 
Symphony Chamber Players, Handel & Haydn Society, Chorus pro Musica, Back Bay 
Chorale, Tanglewood Music Center, Monadnock Music Festival, New Hampshire Music 
Festival Orchestra, June Opera Festival of New Jersey, Warebrook Music Festival, 
Dinosaur Annex, Alea Ill, Fromm Chamber Players, League of Composers (ISCM), 
and numerous times with Pro Arte Chamber Orchestra and Emmanuel Music. He has 
also conducted the Manhattan School Chamber Sinfonia, Eastman School of Music's 
Kilbourn Orchestra, Musica Nova and Philharmonia, the University of Southern 
California Symphony Orchestra, New England Conservatory's Symphony Orchestra, 
Wind Ensemble and Contemporary Ensemble, and the Shepherd School Symphony 
Orchestra. 
David Hoose studied composition at the Oberlin Conservatory with Richard Hoffmann 
and Walter Aschaffenburg, and at Brandeis Un iversity with Arthur Berger and Harold 
Shapero. He studied horn with Barry Tuckwell, Robert Fries (Philadelphia Orchestra): 
Joseph Singer (New York Philharmonic), and Richard Mackey (Boston Symphony 
Orchestra), and his principal conducting study was with Gustav Meier at the Berkshire 
(Tanglewood) Music Center. 
Program Notes 
Wolfgang Amade Mozart 
Symphony No. 41 in C, Jupiter 
Mozart 's last symphony is as rich in scope as any from the period, but its means are 
highly efficient, the orchestra comprising only one flute, two oboes, two bassoons, two 
horns, two trumpets, timpani, and strings. Absent is the warmth of the clarinet, Mozart's 
beloved instrument, which entirely replaced the oboes in his 39th Symphony and which he 
added to his 40th Symphony. 
To music lovers-and even people who can barely name a classical composer-the 
name Mozart is imbued with reverence. The awe is apt, if only because of Mozart's abil-
i' compose at such undaunted speed that he could complete, according to librettist 
zo da Ponte, the entirety of Le nozze di Figaro, more than three hours of subtle 
and complex, intricately woven, and perfectly conceived music, in only six weeks. This 
is less time than it would take most of us just to copy it out. Copying it out was what, 
to some degree, Mozart had to do, since he made a distinction between composing 
and writing: "I must finish [this letter] now, because I've got to write at breakneck 
speed-everything's composed-but not written yet." While the 19th-century romanti-
cized idea of Mozart's writing as if he were the scribe of God lacks musicological-and 
theological-rigor (the surviving sketches, ones not destroyed by Constanze after his 
depth, reveal his process as considered and methodical), it does make emotional sense. 
Mozart did take his time composing, especially when the music was as dear to him 
as his string quartets that he dedicated to Haydn. But one can hear little difference in 
the quality of those compositions pored over and those dashed off, and Figaro and the 
above-mentioned three symphonies, which he composed in less than two months, 
justify our awe. 
That said, not all Mozart is created equal. Fluency and elegance are always present in 
the music and may be enough to satisfy us. But some genres absorbed Mozart's emo-
tional and musical creativity more than others. The human drama of opera certainly 
captivated him, as did the dialogu~ between a pianist and an orchestra. And the intri-
cacy of the string quartet (as in his "Haydn" quartets) and even the expressive range 
of the clarinet (the Clarinet Quintet and the Concerto) could feed his emotions and 
imagination. But the symphony, that four-movement creation for orchestra that had 
been developed so thoroughly by Franz Joseph Haydn, did not always engage Mozart, 
and many of his forty-one symphonies are brilliant sounding works whose pretty faces 
hide emotional and creative detachment. Virtually any symphony by Haydn (who was, 
ersely, far less successful in composing operas and concertos) contains more 
enturous music than all of Mozart's symphonies. 
Except for the Jupiter. To me, this one Mozart symphony towers above all the other 
forty, and it stands with the greatest of Haydn's. True, the two earlier symphonies, 
the 39th in E-flat and the 40th in G minor, deserve our wonder, but the 40th seems 
emotionally cramped (and, to my ear, whiny) , and the 39th seems largely enthralled 
by its uniquely warm sound. But the 41st Symphony has it all, astoundingly free of any 
self-consciousness or restraint. 
Fearless optimism fills the Jupiter, described in the bracing vitality of the first move-
ment and the tender dignity of the third, and lifted to an astounding fervor in the finale. 
In the opening Allegro vivace, Mozart interweaves seemingly incompatible characters-
fanfares, lyrical turns, marches, giddy twists-with such ease that we can miss what's 
going on (as we can with Haydn's m·ost mature symphonies), but the effect is inescap-
able: happiness (a feeling brought on by happenstance) gives way to profound joy (a 
feeling lying beneath all other emotions). Grief and anger are not difficult to convey in 
any musical language, but the fullness of joy eludes all but a few composers. Bach and 
Haydn found it, and Mozart did, too, but usually in his piano concertos and operas. 
Even the fiery outbursts that erupt in the first movement give in to a powerful up-
ward pull. When dark moments do color the 41st Symphony, primarily in the second 
movement, the enveloping chiaroscuro arises more from mature reflection than from 
frustration or current struggle. The overwhelming generosity of this C major symphony 
could never have sprung from na"lvete; its embracing outlook may not question, but it 
undoubtedly results from questions already having been as~ed. 
The last movement reaches even further. On a purely musical level, Mozart solved 
a problem that challenged and would continue to challenge composers : how do you 
compose a last movement of any substance after already having posed and answered 
so many questions in the earlier movements? A typical solution, one offered frequently 
by Haydn and Mozart (the Prague, for example), was to sidestep the question, and 
many last movements make no attempt to compete with, answer or even balance the 
rest of the piece. Numerous Haydn last movements do dig deeply, though, and the 
finale of Mozart's 40th Symphony burrows into unknown territory. But the Jupiter's 
last movement is of a grander scope, a satisfying counterweight. to the spacious first 
movement. With this movement Mozart presages the idea, a 19th-century idea, that 
Beethoven would develop in many of his string quartets and piano sonatas, as well as 
his fifth and ninth symphonies, and one that Bruckner and Mahler would richly exploit. 
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But the miracle of the Jupiter finale really lies in Mozart's ability to integrate profundity 
and brilliance, emotion and technique (the complexity of the coda's five-part fugal mu-
sic the most obvious example), giddiness and sensibility, and-perhaps-insanity and 
sanity. After all, beneath that elegant and perfectly balanced surface, he was a bad boy, 
a devil in angel's wings (or an angel with horns), a supremely sane screwball, the life of 
the party whom you might not want as a friend. However effortless his gorgeous music 
may sound, the most thoughtful of it is devastating, and the Jupiter's great span offers il 
fully earned affirmation of life. This, the last of Mozart's symphonies, comes as close' 
Mahler's idea that a symphony should contain the world as any music created before 
the end of the nineteenth century, when Mahler completed his first symphony. 
Gustav Mahler 
symphony No. 1 in D 
Mahler's first symphony is grand in length (approximately 55 minutes, though 
performances times vary widely) and orchestral forces: 4 flutes, two of whom double on 
piccolo; 4 oboes, one of whom doubles on English horn; 4 clarinets, one of whom plays 
£-flat, and one of whom plays £-flat and bass clarinet; 3 bassoons, one of whom also 
plays contrabassoon; seven horns, four trumpets (including the three off-stage trumpets 
that play at the outset), three trombones, tuba, harp (doubled), timpani (with a second 
set in the last movement), bass drum, cymbals (suspended and crash), tam-tam, 
triangle, and a generous body of violins, violas, cellos and basses. 
How drastically the world of music and musicians has changed in the century-plus 
since the twenty-nine year old Gustav Mahler conducted the first performance of 
ymphony in D. In that year, not only the listeners, but the musicians, too, were 
b ed, even outraged, by the young composer's unabashed mixture of high and 
low, sophisticated and crude, and logical and not, all poured into that revered form 
developed by Haydn and Mozart, pushed into one of music's highest aspirations by 
Beethoven, and seemingly meeting its zenith in Brahms. Mahler had told Brahms that 
a symphony should contain the world, an idea the older composer would never have 
envisioned, and Mahler seemed aware, ever1 with his first symphony, that he was 
reaching well beyond the scope and span of any of his ancestors' efforts. In striving 
to reveal that world, he showed no allegiance to painting it as beautiful or even sane, 
and we can understand how the outside world was not at all ready for such audacious 
bluntness. Only a hundred years ago, much of his music seemed destined to be 
consigned to a shelf of crazed, loud mutterings, music not to be taken seriously. 
Every music lover today, however, knows what eventually happened-how the world 
again proved its ability to catch up with the prescient in art-and each of us can feel 
the enormous role that Mahler's music, especially the symphonic murals, has come 
to play in the post-Freudian, self-examining world of the later .20th and early 21st 
centuries. Mahler's symphonies do contain the world-the world of himself, and so it is 
understandable that any culture devoted to therapy and self-examination could easily 
connect with such a skillful and powerful image of one person's inner workings, even if 
the confessions at times seem embarrassingly public. 
One of the dilemmas confounding Mahler's reluctant audience arose from confusion 
over whether his First Symphony was programmatic music (like Strauss') or pure music 
(like Brahms') . The composer's own uncertainty and discomfort with the question did 
n t help. Although he eventually claimed the music was 'pure' and tried to disassociate 
m the world of Strauss by removing any vestige of extra-musical narrative, he had 
i ially included a descriptive program. It is one that still can clarify the work. Mahler 
had named the four movements, respectively, Spring Without End, Under Full Sail, Funeral 
March in the Manner of Co/lot, and Dal/'inferno a/ paradiso. He grouped the first two 
movements beneath the umbrella of From the Days of Youth, and he gave the last two 
the subheading Commedia humana. And, the entire symphony bore the subtitle Titan. 
-It is through these poetic and visual images that the symphony may be most 
compellingly heard, especially when the musicstretches beyond the expected design 
of a symphony. Although the first movement does, in fact, follow the shape of a typical 
Classical first movement sonata form, complete with introduction, exposition (and 
repeat), development, and recapitulation, it is the way Mahler's "Spring without end" 
stretches those boundaries that still sounds fresh. Not since Haydn's Die Jahreszeiten 
had anyone created a more viv id aural image of "nature's awakening from its long 
winter sleep." 
The first movement introduction, alternatively frozen and flaring up, meanders through 
a collection of cuckoos, distant fanfares and haunting horn melodies, all against the 
background of the Universe's terrifying silence. Eventually, it slides into the movement's 
principal tune; and the falling perfect fourths that dot the introduction begin to make 
sense. The melody is from the second of his Wayfarer songs, "Ging heut Morgen ubers 
Feld, Tau noch auf den Grasern hing," whose words perfectly capture a heart full of 
wonder. 
I walked across the fields this morning; 
dew still hung on every blade of grass. 
The merry finch spoke to me: 
"Hey! Isn't it? Good morning! Isn't it? 
You! Isn't it becoming a fine world? 
Chirp! Chirp! Fair and sharp! 
How the world delights me!" 
Also, the bluebells in the field 
merrily with good spirits 
tolled out to me with bells (ding, ding) 
their morning greeting: 
"Isn't it becoming a fine world? 
Ding, ding! Fair thing! 
How the world delights me! " 
And then, in the sunshine, 
the world suddenly began to glitter; 
everything ·gained sound and color 
in the sunshine! 
Flower and bird, great and small! 
"Good day, is it not a fine world? 
Hey, isn't it? A fair world?" 
Now will my happiness also begin? 
No, no -the happiness I mean 
can never bloom! 





The music rustles like spring, surges and recedes, erupts and, then in a final flippant 
thrust, cackles to its close. The exuberant hero (Mahler, of course) scurries off the 
stage, and so do the simple pleasures of Spring. 
The second movement, the likes of which Beethoven might have imagined but would 
have had no way to produce, dances with the giddiness of a Haydn Uindler and the 
grandeur of a Bruckner Scherzo . The principal section, boldly rough, finds relief in an 
extraordinarily tender Trio that sings with simple elegance belying its finely detailed 
gesture and orchestration. This is dance music that, like the Bach cello suites, reaches 
so far toward art music that it nearly ceases to remember the feet. 
The slow movement (following, not preceding, the dance movement, as might have 
been standard) is the music that raised the ire of his listeners. Unrelated characters vie 
for attention without regard to decorum, in a fashion nearly worthy of the irreverent 
les lves. A preposterously funereal minor-mode canon on the French nursery 
,, ody Frere Jacques is interrupted by a raucous Jewish wedding celebration, and a 
vaporous wisp of the last of the Wayfarer songs, "Die zwei blauen Augen von meinem 
Schatz, die haben mich in die weite Welt geschickt," mysteriously appears. 
The two blue eyes of my darling-
they have sent me into the wide world. 
I had to take my leave of this well-beloved place! 
0 blue eyes, why did you gaze on me? 
• Now I will have eternal sorrow and grief. 
I went out into the quiet night 
well across the dark heath. 
To me no one bade farewell. 
Farewell! My companions are love and sorrow! 
On the road there stands a linden tree, 
and there for the first time I found rest in sleep! 
Under the linden tree 
that snowed its blossoms onto me-
l did not know how life went on, 
and all was well again! 
All! All, love and sorrow 
and world and dream! 
[translation by Emily Ezust] 
I is is no ordinary funeral procession, for this memorial is grotesque, sarcastic and 
ugly. 
And it is chaotic, like life itself, like the blood-curdling frenzy that interrupts the parting 
funeral procession. Mahler called the Finale a movement that travels "from Hell to 
Heaven." This ungainly music, varyingly violent and exceedingly intimate, plummets 
into the most daring territory of the entire symphony, all on an unsure path toward 
heaven. 
-
The large structure threatens to collapse under its unwieldiness. Few composers would 
have the skill, courage, or foolhardiness to write such unruly music, and few would 
have dared drive the music to what seems like the goal and then turn around to begin 
an entirely new journey toward its ultimate destination. Most audacious is that the two 
goals are almost identical-the same key, the same energy, the same material-but 
somehow they feel very different. How the first reads as a hollow triumph, how it does 
not undermine the very s'imilar second arrival, and how the second rings as fully earned 
triumph are mysterious. But Mahler's imagination surpasses reason, and the large 
design of the movement makes emotional sense, even though it may not be logical. As 
the end becomes inevitable, Mahler undercuts any temptation to bask in the glory, and 
he rushes impatiently to its final page, cutting the music off with two abrupt snaps. The 
First Symphony is, after all , only the beginning, an introduction to the rest of life-an( 
death-with which Mahler will wrestle in each of his next nine symphonies. 
-David Hoose 
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George Neikrug cello ++ 
James Orleans double bass PIANO 
Leslie Parnas cello LOA Maria Clodes-Jaguaribe * LOA 
Ann Hobson Pilot harp Gila Goldstein 
Barbara Poeschl-Ed rich harp Linda Jior le-Nagy 
Michael Reynolds cello • Michael Lewin 
Rhonda Rider cello Pavel Nersessian * 
Karen Ritscher viola Boaz Sharon * 
Todd Seeber double bass 
Laurence Wolfe double bass COLLABORATIVE PIANO 
Michael Zaretsky viola Michelle Alexander• 
Peter Zazofsky violin * Holly Chatham 
Jessica Zhou harp Shiela Kibbe * SAB 
Robert Merfeld 
WOODWINDS, BRASS, and 
PERCUSSION ORGAN 
Ken Amis tuba Peter Sykes * 
Jennifer Bill saxophone 
Peter Chapman trumpet VOICE 
Geralyn Coticone flute Michelle Alexander • 
Doriot Dwyer flute Michael Beattie 
Terry Everson trumpet • SAB Penelope Bitzas • 
John Ferri I Ia oboe Eve Budnick 
Timothy Genis percussion Sharon Daniels • SAB 
lan Greitzer clarinet James Demler .. 
Ronald Haroutounian bassoon Gary Durham 
John Heiss flute Lynn Eustis * 
Gregg Henegar bassoon Phyllis Hoffman • 
Renee Krimsier flute Matthew Larson 
Gabriel Langfur bass trombone Betsy Polatin (theater) 
Don Lucas trombone * Bonnie Pomfret 
Michael Martin trumpet Jerrold Pope * 
SCHOOL OF MUSIC DEPARTMENT OF PRODUCTION AND 
ENSEMBLES 
J. Casey Soward, Assistant Director for Production and 
Performance 
Michael Barsano, Manager of University-Wide fnsemb/es 
Michael Culler, Head Recording fngineer 
Aaron Goldberg, Director af Athletic Bands 
Oshin Gregorian, Manager of Opera Institute 
Diane Mclean, Stage Manager 
Shane McMahon, Recording fngineer 
David Dawson II, Scheduling and Recitals Coordinator 
Kris Sessa, Librarian 
Martin Snow, Keyboard Technician and Restoration 
Molly Wa lker, Manager of School of Music fnsembles 
COLLEGE OF FINE ARTS ADMINISTRATION 
Benjam in Juarez, Dean, College of Fine Arts 
Robert K. Dodson, Director, School of Music 
Jim Petosa, Director, School of Theatre 
Lynne Allen, Director, School of Visual Arts 
HISTORICAL 
PERFORMANCE 
Aldo Abreu recorder 
Sarah Freiberg Ellison cello 
Greg Ingles sackbut 
Laura Jeppesen viola do gomba 
Christopher Krueger 
baroque flute 
Catherine Liddell /ute 
Scott Metcalfe 
Martin Pearlman 
baroque ef)semb/es * 
Robinson Pyle natural trumpet 
Marc Schachman baroque oboe 
Aaron Sheehan HPvoice 
Jane Starkman 
baroque violin, viola 
Peter Sykes harpsichord * 
MUSICOLOGY 
Marie Abe * 
Richard Bun bury • 
Victor Coelho • 
Sean Ga llagher 
Brita Heimarck * 
Thomas Peattie • 
Joshua Rifkin • 
Andrew Shenton * 
Jacquelyn Sholes 
Patrick Wood Uribe • 






Deborah Burton * 
Justin Casinghino 
Richard Cornell • 
Davide Fanni 
Joshua Fineberg • 
Samuel Headrick· 
Davide Ianni 
David Kopp • 
Mary Montgomery Koppel 
Rodney Lister • 
Kelty Nez • 
Matthew Reeves 
Andrew Smith 
John Wa llace • 
Steven Weigt * 
Jason Yust * 
SCHOOL OF MUSIC 
Robert K. Dodson, Director 
Richard Cornell, Associate Director 
MUSIC EDUCATION 
Susan Conkling* 
Diana Dansereau *' 
Andre de Quadros • 
Jay Dorfman • 
Andrew Goodrich • 
Lee Higgins • 
Phyllis Hoffman * 
Ron Kos * 
Warren Levenson 
Roger Mantie • 
Brian Michaud 
Sandra Nicolucci * 
CONDUCTING 
David Hoose * 
Ann Howard Jones * 





Sharon Daniels* SAB 
Melinda Su llivan-Friedman 
Frank Kelley 
Angie Jepsen 
William Lumpkin * 
Laura Raffo 
Jim Petosa (theater) 
Betsy Polat in (theater) 
Jeffrey Stevens • 
Nathan Troup 












represented in bold 
• Full-time faculty 
+--~- Emeritus 
LOA - l eave of Abscence 
SAB- Sabbitcal 
Wil liam McManus, Associate Director for Music Education 
Phyllis Hoffman, fxecutive and Artistic Director of The Boston 
University Tonglewood Institute 
SCHOOL OF MUSIC EXECUTIVE COMMITTEE 
Robert K. Dodson, Director 
Richard Cornell, Associate Director of Music Studies 
William McManus, Associate Director for Music fducation 
Phyllis Hoffman, fxecutive and Artistic Director of Boston 
University Tanglewood Institute 
Ann Howard Jones, fnsemb/es 
David Kopp, Director, Graduate Studies 
M ichel le LaCourse, Chair, Applied Studies 
Shaun Ramsay, Assistant Director for Admissions and 
Student Affairs 
John Wallace, Director, Undergraduate Studies 
Boston University College of Fine Arts 
School of Music 
Upcoming Events and Performances 
Thursday, February 14, 8:00pm 
Friday, February 15, 6:30pm 
h . ay, February 15, 8:00pm 
Thursday, February 21 -
Sunday, February 24 
7:30pm/2:00pm (Sunday) 
Thursday, February 28, 8:00pm 
Thursday, March 7, 8:00pm 
Faculty Recital Series 
Gabriel Langfur, trombone 
CFA Concert Hall 
Faculty Recital Series 
Jennifer Bill, saxophone 
CFA Concert Hall 
Ensemble in Residence Recital 
Boston Symphony Orchestra Brass Quintet 
Marsh Chapel 
Owen Wingrave 
William Lumpkin, conductor 
Boston University School of Theatre, 
Opera Institute and Chamber Orchestra 
BU Huntington Theatre 
Boston University Wind Ensemble 
David J. Martins, conductor 
Tsai Performance Center 
Boston University Symphony Orchestra 
David Hoose, conductor 
Sciarrino: Shadows of Sound 
Debussy: La mer 
Tsai Performance Center 
CFA Concert Hall, 855 Commonwea lth Avenue 
Tsai Performance Center, 685 Commonwealth Avenue 
BU Huntington Theatre, 264 Huntington Ave Boston, 02115 
Boston University College of Fine Arts 
Text BUARTS to 22828 twitter.com/BUArts 
( 
bu.edu/cfa 
• facebook.com/BUARTS 
